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This article will explore X-rated representations of Aboriginality in Australian-produced  
pornographic videos, particularly the image of Australia’s first indigenous porn star, Nicci 
Lane. It investigates how pornographic narratives involving ‘Aboriginal’ characters or motifs 
are connected to broader embodiments of Aboriginality in popular culture. Drawing 
a parallel with Australian television drama and mainstream films, the article highlights 
how contemporary sexualised images of Aboriginal people are intimately tied to a politics of 
reconciliation. By surveying recent literature on pornography, which describe how 
certain pornographic narratives engage ‘unspoken’ community desires, my argument will 
discuss Nicci Lane’s career as a unique development in the history of representations of 
Aboriginality. Through analysis of Lane’sArigato Baby (1991), these ‘unspoken’desires relate 
to showing Indigenous people in everyday sexual contexts, as romantic partners, friends and 
lovers.My argument will go on to suggest that, throughNicci Lane’s performance and profile, 
the image ofAustralia’s first indigenous porn star offers the possibility for imagining newkinds 
of interracial intimacy within the Australian public sphere. 
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Introduction 
 
Arigato Baby (1991) is an Australian film about a me´nage a` trois relationship of an 
Aboriginal woman, a Japanese woman and an Anglo–Australian man. The opening 
scene pictures the main character, Adam (Adrian Wentworth), a tall blonde-haired 
man, walking solemnly through a cemetery on a drizzly Melbourne day. Hands in 
pockets, and wearing a sharp suit with a thin black leather tie, Adam is mourning a 
recent loss. But the voiceover explains that Adam is paying a visit to his father, a 
Japanese prisoner of war who was killed in World War II. We later learn, though, that 
 
Adam is visiting the gravesite of an ex-lover, Yoko (Yoko Atsumi), who committed 
suicide over feelings of guilt for their ‘forbidden’ relationship. Their romance forms 
the main body of this film, and is told in flashbacks . Wiping a tear away, Adam closes 
his eyes in reflection and the camera fades to his apartment, where the legacy of his 
father’s life becomes clearer. Eating his breakfast, Adam holds up a picture of himself 
in an army uniform; the tone of the voiceover turns from anguish to anger: ‘I tried 
to be like you Dad, trying to save the human race from the Asian hordes . . . but I 
have to tell you something is missing’. Unsettled over his father’s xenophobia, Adam 
begins to blame himself for Yoko’s suicide. Not knowing how to deal with the 
emotional imbalance, and after hefting it out with the punching bag, Adam’s exhorts a 
maddening cry: ‘When will you get out of my head Dad?When will you get out of my 
head?’ The scene fades to white, synthesised tones of a Greensleaves harmony build to a 
crescendo, and the film begins. Arigato Baby is a useful film in its examination of the 
interpersonal impact of Australia’s troubled history with Asia, released at a time before 
the hysteria over Pauline Hanson’s ‘Asian Hordes’ rhetoric was voiced politically for 
the first time.2 Not only for exploring this relationship in a candidly personal way, 
Arigato Baby is most surprising because it is personal and political in a less 
conventionally filmic way: it is a pornographic film. 
 
But Arigato Baby is more interesting for another historical reason: it is the first 
Australian film to feature an indigenous porn star. Nicci Lane, a Koori nightclub 
dancer, plays the character ofWendy, Adam’s girlfriend. Her role is ambiguous: she has 
an open relationship with Adam, yet when she develops an intense love for Yoko, her 
affection escalates Yoko’s insecurity, possibly causing her suicide. For this reason, 
Arigato Baby is the first XXX-rated production to make indigenous sexuality a 
prominent aspect of the film’s narrative—other films, for example, either use non- 
Aboriginal actors in the roles of indigenous characters (adorned with body paint) 
(Outback Assignment, 1991); use traditional ‘love’ potions as an elixir for the action 
(Grand Prix Australia, 1992); or deploy indigenous motifs such as didgeridoos or 
clapping sticks to establish setting (both of the above, but also Jackaroos, 1991; Manly 
Beach, 1991). But in Arigato Baby, when Adam and Wendy initially make love to the 
ominous pulse of the didgeridoo, or whenWendy’s presence is felt by Yoko as she looks 
upon the statue of a tribal elder (again to the sound of the didgeridoo), Nicci Lane’s 
Aboriginality is bought to the fore. Yet, as an original form of indigenous 
representation, Nicci Lane’s performance in Arigato Baby has attracted no previous 
academic interest. This is understandable, as previous writing about representations of 
Aboriginal sexuality in the media warns of the appalling instances of sexual abuse, rape 
and birth control, which have historically infused white ‘racial’ attitudes towards the 
indigenous body. Representations of sexuality, in this context, make sense when they 
are described as ‘neo-colonial power relationships [which] carry the baggage and the 
legacy of frontier and colonial power relations’ (Behrendt, 2000, p. 365). Similarly, 
feminist criticisms of pornography express caution over representations of power 
within the medium, where our personal ‘fantasies look like dangerous and socially 
destabilizing incendiary devices’ (Kipnis, 1999, p. 163). We could assume that the 
Aboriginal body in contemporary pornography is suggestive of certain colonial 
regimes of visibility, which invest the colonised black body with scientific and moral 
possessive phantasies; the dangers of its corporeality and sexual excess evocative of past 
justifications for racially inspired assimilation. 
 
But can we read Nicci Lane’s X-rated Aboriginality any differently? Is it possibly, say, 
to read Nicci Lane as a symbol of new kinds of interracial intimacy in the Australian 
public sphere? An emerging field of literature on pornography and cultural studies 
would suggest that these readings are possible. A history of representations of 
Aboriginality in Australian-produced pornographic videos also shows the extent to 
which Aboriginal sexuality has been limited to a symbolic, ‘spiritual’ function, 
divorced from many contemporary social or political desires. In this respect, this 
article draws uponMarcia Langton’s (1993) intertextual theorization of ‘Aboriginality’ 
as both a ‘social thing’ as well as a ‘mediated’ bundle of representations and 
embodiments (p. 31). ‘Aboriginality’ is less about ‘label[s] to do with skin colour or 
the particular ideas a person carries around in his/her head’ but, on the contrary, 
manifests as a more diversified ‘intersubjective experience’ (Langton, 1993, p. 31). By 
extending this case study to other popular media, including films and television 
programmes, this article will argue that such representations of Aboriginal sexuality 
are tied to a broader problematic of symbolising Aboriginal justice and liberty in an 
Anglo–Australian, post-colonial context. As a non-indigenous person, I would like to 
clarify that I am not attempting to speak about that which I am not qualified to speak 
of—indigenous people themselves, or their experiences.3 Far from suggesting that 
contemporary sexual/pornographic representations are unproblematically empowering— 
for indigenous or non-indigenous people—this article will explore the power 
dynamics involved in articulating those ‘unspeakable’ facets of Australia’s colonial 
histories: the active desires of indigenous peoples. 
 
The Politics of Sex and Aboriginal Representation 
Although there is a great deal of literature concerned with the representation of 
Aboriginal people and communities in the media, little material addresses sexuality, 
and even less pornography. The discipline of film studies has generated useful debate 
over issues of race and sexuality, highlighting key historical concerns for Aboriginality 
and sexual representation. But given some of the ways in which Aboriginal sexualities 
have been managed publicly within Australian government policies (Chesterman & 
Galligan, 1997), jurisprudence (Reynolds, 1996; Havemann, 1999), and scientific 
discourses (Anderson, 2002), critics often worry that such histories remain largely 
silenced by Australian filmmakers—even when sexual or sexualised images are absent. 
For instance, in a discussion of representations of gender and Aboriginality in We of 
the Never Never (1982), Jennings (1993) stresses that Aboriginal women characters in 
the film are ‘sketchily represented’, a fact explained by the film’s reluctance to show 
‘white men’s sexual irresponsibility regarding [these] Aboriginal women’ (p. 42). 
Without such explicit references to sex, sexual violence remains ‘a very deep sub-text’ 
in the film (Jennings, 1993, p. 42) . Aboriginal sexuality is not visually overt in this 
film; it is explained as a necessary absence. A focus on Jeannie’s sexuality, the white 
protagonist, deflects attention away from the more ‘political’ sexual concerns of the 
Aboriginal women: 
 
Although We of the Never Never attempts to address the intersection of gender, race 
and class concerns, it does so very tentatively, opting to focus ethnocentrically on 
Jeannie’s sexual oppression, to the extent that it seriously displaces the wider 
oppression of Aboriginal women (Jennings, 1993, p. 42). 
 
Quite rightly, Jennings’ analysis questions the place of sexuality in relation to the 
representation of the Aboriginal women, but her candid political reading makes an 
otherwise absent Aboriginal sexuality into a more visible feature, uncovered through 
the analysis as a ‘very deep sub-text’ (1993, p. 42). Analysis reaches outside of the text, 
to a history of Aboriginal–white relations, as a way of critiquing the film’s 
representations of sexuality. A focus on the politics of ‘oppression’ certainly draws 
attention to this history, though Jennings also warns that, in a comparable discussion 
of Jedda (1955), ‘we should not overlook the modes of co-operation and bonds of 
affection which existed between black ‘insiders’ and whites in the pastoral industry’ 
(1993, p. 37). 
 
Despite radically different popular histories,4 contemporary U.S. and U.K. academic 
writing about popular representations of ‘race’ and sexuality express similar views 
towards representations of non-white sexualities. Gaines (1999), for instance, provides 
an evocative reading of ‘black femaleness’ in the film Mahogany (1975) to suggest that 
‘a black female is either all woman and tinted black, or mostly black and scarcely 
woman’ (p. 297). Such negative film images are the result of an overcommercialised 
cultural image-making system5 (Gaines, 1999, pp. 297–298) . A similar trajectory is 
emphasised by critics of the film Mona Lisa (1986), who read the relationship between 
a call girl, Simone (Cathy Tyson), and her manager, George (Bob Hoskins), as ‘a 
vehicle for the split off aspects of white middle class identity’ (Pajaczkowska & Young, 
1992, p. 204). In the film an ‘uncontrolled or deviant sexuality [is combined] with 
pathological dependency [to] signif[y] Simone’s Blackness’ (Pajaczkowska & Young, 
1992, p. 206) . Here, the apparent undesirability of being a sex-worker is conflated with 
a singular black identity, which is defined in terms of an equally monolithic 
‘ideolog[y] of white middle-class masculinity’ (Pajaczkowska & Young, 1992, p. 208) . 
 
These representations of sexuality are read in isolation from other popular 
representations, and assert a deeply pessimistic view of middle-class interracial sexual 
relationships. Nevertheless, they do politicise the way in which ‘racialised’ identities 
are constructed in relation to particular histories of sexual politics. bell hooks’ 
description of a scene from Mona Lisa, where George watches a video of Simone 
performing fellatio on a black pimp, highlights the extent to which these kinds of 
readings feed into an idea of blackness as an exemplary form of sexual ‘Otherness’: 
Both the black man and the black woman are presented as available for the white 
male’s sexual consumption. In the context of post-modern sexual practice, the 
masturbatory voyeuristic technologically-based fulfilment of desire is more exciting 
than actually possessing any real Other. (Hooks, 1992, p. 74) 
 
Critical discussions of Aboriginal sexuality in film similarly underplay the significance 
of other popular textual representations, which may complicate such readings. Even 
when instances of Aboriginal sexuality in film are evaluated positively, as in Jennings 
and Hollinsworth’s (1987) discussion of Tracy Moffatt’s Nice Coloured Girls (1987), 
popular representations of sexuality are unfavourably described (in relation to 
Moffatt’s Night Cries (1990); see also Rutherford, 1990, p. 65). According to Jennings 
and Hollinsworth, Nice Coloured Girls ‘seeks to counter dominant views of Aboriginal 
women as either “wanton strumpets” or “shy maids”’ (1987, p. 129) . Through the 
film’s juxtaposition of historical scenes of Aboriginal prostitutes boarding the First 
Fleet alongside more contemporary images of young Aboriginal women partying in 
Sydney’s Kings Cross, Nice Coloured Girls is ‘a celebration of the perceptiveness, 
ingenuity, skills and sexual power of Aboriginal women in white Australia’ (Jennings & 
Hollingsworth, 1987, p. 129) . As Jennings and Hollinsworth write about Aboriginal 
(women’s) sexuality, they evoke a particular history of black–white sexual relations; 
this history is divided into: ‘white culture/black culture; the past/the present; 
predator/prey; exploiter/exploited’ (1987, p. 130) . Although such a binarised reading 
does not detract from the protagonist’s sex appeal, the authors go on to claim that all 
other Aboriginal women in the film are also part of this framework. Even the old 
Aboriginal woman on the beach, who sits silently watching the action pass her by: 
She, too, has been the exotic object of curiosity and desire, the beneficiary of 
paternalistic white charity, and she has learnt her dual role of survival within the 
colonial power structure. She has learnt to play the shy maid and the wanton 
strumpet. (Jennings & Hollinsworth, 1987, p. 132) 
 
Sex is a means of ‘survival’ rather than pleasure, and a tool for political gain. Sex 
becomes an exceptional characteristic of Aboriginal representation in Australian film, 
and bears the loaded histories and politics of colonialism. But these readings are 
reasonable, given the cultural context in which issues of Aboriginal justice remain 
unacknowledged. 
 
Pornography 
Contemporary academic writing on pornography also concerns itself with issues of 
power and sexual embodiment, but current writing addresses pornography as a genre 
directed towards articulating such cultural silences. A history of literature can be 
broken down into four distinct, loosely chronological, phases. Focusing strongly on 
theoretical issues about pornography rather than empirical investigations into its 
production or content, the first phase began in the late 1970s and grew out of the 
second wave feminist movement. Initial commentaries were concerned with 
representations of women’s sexuality in pornography, identified as a primary cause 
of misogyny and acts of sexual assault. Susan Brownmiller’s (1976) Against Our Will 
was the first sustained attempt to contextualise rape as a historically specific and 
institutionally authorised ‘exercise in power’ (Brownmiller, 1976, p. 265) . The 
coverage drew much-needed attention to the male-sidedness of that power, as it had 
been naturalised through the nineteenth- and early twentieth-century psychobiological 
sciences, and as it was exercised everyday by sports stars, soldiers, 
boyfriends, husbands and other so-called ‘ordinary’ men. Her brief critique of 
pornography as ‘anti-female propaganda’ (Brownmiller, 1976, pp. 394–396) 
described an industry which could maintain male phallic integrity over women’s 
nakedness, supplying men with unrealistic images of female sexual excess and 
accessibility. Making more explicit the connection between rape and pornography, 
later writers drew upon Brownmiller’s initial critique. The most prominent work in 
this field was Andrea Dworkin’s (1981) Pornography: Men Possessing Women, which 
defined pornography literally as ‘the graphic depiction of vile whores, or, in tour 
language, sluts, cows (as in: sexual cattle, sexual chattel), cunts’ (Dworkin, 1981, 
p. 200). Like Brownmiller, her analysis politicised the configuration of male power 
under patriarchy, using pornographic magazines to emphasise that the ‘struggle for 
dignity and self-determination is rooted in the struggle for actual control of one’s own 
body’; pornography extends ‘control [over] the sexual and reproductive uses of 
women’s bodies’ (Dworkin, 1981, p. 203). For Dworkin, pornography was the ultimate 
evil of a society which legitimated sexual inequality through other, more acceptable, 
institutions like health care, religion, marriage and property law. Her ideas were 
enshrined by RobinMorgan’s most famous claim that ‘pornography is the theory, and 
rape the practice’. Dworkin later gained support from legal scholar Catherine 
MacKinnon, and they sought to take their anti-pornography activism to the 
Minneapolis Ordinances of 1983, enacting the first legal definition of pornography as 
the portrayal of women as ‘dehumanised sexual objects’ (O’Toole, 1998, p. 28). Under 
this approach to pornography, interpretation was unimportant. It didn’t matter what 
audiences thought they were seeing—it was the effect it had on their minds, 
consciously or not, that was paramount. 
 
In a context when cases of rape and domestic violence were scarcely publicised, 
let alone reported, the first phase of writing on pornography was important for 
highlighting the institutionalised, sexualised nature of male power in society.6 But 
many feminists have recently argued that, by reifying pornography as an object beyond 
interpretation, anti-pornography campaigners like Dworkin and Mackinnon 
reaffirmed the political Right’s moral evocations of an ‘innate’ female (and opposing 
male) sexuality (Albury, 2002). Some stress that the anti-pornography 
movement restricts other women’s rights to freedom of sexual expression 
(Kipnis, 1993; Albury, 2002), and unfairly dismisses lesbians’ enjoyment of the 
medium (Lumby, 1997). Nevertheless, formal anti-pornography readings continue to 
be influential (for example see Cowan & Campbell, 1994; Dines et al., 1998; Russell, 
1998; Flood, 2003). 
 
The emergence of the second phase of writing on pornography is marked by Linda 
Williams’ (1990) Hardcore: Frenzy of the Visible, which examines pornography as a 
genre in its own right. Williams challenged the previous generation of pro-censorship 
writers, exploring the Foucauldian conception that knowledge of the body, and the 
body’s sexual pleasures, are discursively produced through ‘configurations of power 
that put pleasures to particular use’ (p. 3). The power of any pornographic image is 
not overtly ‘controlling and repressive’ (p. 3), but rather is produced as an ‘inevitable 
component of increasingly material and fetishised forms of pleasure’ which consumers 
use ‘to negotiate pleasure with partners’ (p. 172). By emphasising the historical 
specificities of the genre, Williams’ argument also drew upon the career profiles of 
women porn stars such as Candida Royalle and Veronica Vera of ‘Femme’—a 
company proclaimed to deliver ‘the fantasies that women have been dreaming about 
all these years’ (Royalle, cited in Williams, 1990, p. 249). Analysis of genre, and the 
historical differences between, for example, ‘soft-core’, ‘romance’ and ‘couples’ 
pornography, enabled Williams to show how female demand for sexually explicit 
pornography in the early 1980s was linked to the rise of the VCR (p. 231), and 
traceable through an increase in sales of romance novels which started to focus ‘not 
only on the woman’s active sexual pleasure but her unashamed knowledge of this 
pleasure as well’ (p. 219). Exploration of women consumers and producers of 
pornography, detailed through a brief history of the ‘couples market’ (pp. 231–234; 
246–264), also emphasised the intersection of pornography with other parts of 
popular culture. The contribution marks an important transitional point, signalling a 
shift away from the censorship debate towards thinking of pornography as a 
discursively produced object. 
 
A third phase of writing is very much indebted to this insight, and includes authors 
such as Laura Kipnis (1993, 1999) and Catherine Lumby (1997), who further politicise 
their personal interest in the medium. These critics also argue more strongly for ‘the 
compatibility of feminism and alternative sexual practices’ (Kipnis, 1993, p. 241), 
focusing on the rise of lesbian pornographic publications such as On Our Backs, Curve 
and Quim (Lumby, 1997, p. 103), as well as the importance of pornography within gay 
cultures (Larue, 1997) and other non-mainstream communities (Albury, 2002). Porn 
stars such as Annie Sprinkle (1998), a self-proclaimed ‘post-porn modernist’, can also 
be included within this phase of pro-feminist writing on pornography. These 
developments helped to expand the idea of pornography as an inventive genre that, 
following from Williams, could also be seen to critique prevailing configurations of 
power. Lumby’s discussion of pornography as a discursively produced object, 
inseparable from those institutions and discourses (including feminism) which seek 
define it, carries Williams’ initial argument further: 
 
Perhaps pornography can be most usefully understood as a blister – a tender spot on 
the social skin which marks a point of friction. Nothing, in these terms, is inherently 
universally pornographic – the reference point of porn becomes an intersecting web 
of public policy, private desires and beliefs, and culture. In concrete terms, this 
disjuncture is arguably what gives pornography its charge – the fear and excitement 
it generates flows from the transgressions of real and imagined boundaries which 
traverse these categories. (Lumby, 1997, p. 97) 
 
Both Lumby and Kipnis turn away from defining pornography as a discrete object, but 
instead look at how particular institutional and regulatory discourses create the social 
desire for watching, participating in—and importantly—censoring sexual images. 
The fourth and final phase of writing must be characterised as a contemporary 
moment where all the above positions exist simultaneously, neither given any greater 
academic privilege. In this phase, writers such as Clarrisa Smith (1999, 2002), Kath 
Albury (1999) and Laura Kipnis (1999) build upon previous writing to contextualise 
pornography as a class-regulated genre.7 Historians, too, point out the regulatory 
significance of defining pornography as a move against political agitation from ‘below’ 
(see Thompson 1994; Hunt, 1996).8 Likewise, Kendrick defines pornography as a 
process which produces its own censorship: ‘pornography is simply whatever 
representations a particular dominant class or group does not want in the hands of 
another, less dominant class or group’ (Kendrick, cited inWilliams, 1990, p. 11). Here, 
an awareness of the discursive production of pornography becomes more important, 
as does an awareness of the impossibility of explaining pornography’s multifarious 
avenues and implications through singular methodologies. Lumby explains: ‘Every 
video or magazine is a slippery stream of partial objects; a metonymic chain which 
mocks the earnest search for meaning as surely as it refuses us the perfect object of 
desire’ (1997, p. 94). In this context, as Laura Kipnis also points out, ‘pornography’ 
‘gets appropriated as a form of speech and deployed around subjects and issues that 
are the most “unspeakable”, but also the most politically and culturally significant’ 
(1999, p. viii–ix). In viewing porn at this critical intersection, explicit representations 
of sex(ual intercourse) offer the possibility for examining confronting social issues, 
those which otherwise indicate ‘how attached to the most pervasive feelings of shame 
and desire all these unspoken dictates are’ (Kipnis, 1999, p. 167). 
 
Speaking the ‘Unspeakable’ 
Bound to obscenity laws and regulatory definitions, pornography’s ability to ‘speak the 
unspeakable’ has been identified by some as the genre’s modus operandi (Michelson, 
1993). As Foucault’s history suggests (1990), such a liberatory view of sexuality is quite 
a recent phenomena, and emerged alongside modern medical discourses and 
institutions which, paradoxically, make sex into an ‘unspeakable’ object of inquiry. 
Rather than a biologically predetermined expression of sacrosanct individuals, overt 
sexual behaviour was tied to social deviancy, and could be used to explain the ‘body’s 
mechanics and the mind’s complacency; it made the flesh into the root of all evil’ 
(Foucault, 1990, p. 19) . From psychiatry to biology, sexuality in Victorian society was 
grounded in a medical truth which demanded people view sex as a fundamental 
marker of both individual and social minds and bodies—a fixed component of every 
identity, in other words. Contemporary myths around sexuality were used to buttress 
evolutionary myths which claimed to ‘ensure the physical vigour and cleanliness of the 
social body; it promised to eliminate defective individuals . . . it justified the racisms of 
the state . . . it grounded them in truth’ (McHoul & Grace, 1993, p. 54). Scientific 
elaborations of sex, framed in a language of transcendence and disembodiment, aimed 
at controlling the social body by concealing from view its own (overtly masculine) 
institutional perversions and libidinal investments. A demand to speak the truth of 
sex, in a discursively sanctioned way, created a converse desire to speak sexually—of 
one’s own sexual desires—in a more indirect way: 
 
What is peculiar to modern societies, in fact, is not that they consigned sex to a 
shadow existence, but that they dedicated themselves to speaking of it ad infinitum, 
while exploiting it as the secret (Foucault, 1990, p. 35). 
 
Linda Williams’ analysis of Deep Throat (1972)—the first hardcore ‘porno’ to reach a 
mixed-sexed audience—shows how the pornographic genre is adept at exploiting 
contemporary public secrecies, like female sexuality in this instance. Pornographic 
narratives like Deep Throat are organised through certain ‘patterns of meaning that 
formulate sex as a problem and then try to solve this problem through sexual 
performance’ (1990, p. 182). The film explores the sex-life of Linda Lovelace, a young 
woman who consults a psychoanalyst to solve the ‘problem’ of her ‘little tingles’ she 
experiences during sex. After experimenting with several sex partners, without any 
success, Linda seeks advice from a therapist who ‘discovers’ that her clitoris is really 
located in the back of her throat. The only way Linda can orgasm, which she discovers 
through her first ‘therapy’ session, is through ‘deep throat’ oral sex. The rest of the film 
explores her quest for a partner who can satisfy her oral sexual demands, a kind loving 
man with nothing less than a nine-inch penis.Williams’ suggests that the film’s parody 
of psychotherapeutic practice draws upon the fetish money shot as ‘just one solution 
offered by hard-core film to the perennial male problem of understanding woman’s 
difference’ (1990, p. 119). Both hardcore pornography and Freudian psychoanalysis 
seek to exploit this secretive fetish, but Deep Throat indicates that the desire to 
visualise female pleasure is much more of an illusory male desire. In Deep Throat, an 
explicit acknowledgement of this male fetish, according to Williams’, ‘suggests an 
uneasiness, a lack of belief in the previous standard for representation of pleasure’ 
(1990, p. 119). Hardcore perversions such as oral sex, as well as psychoanalytical 
theories of infantile libidinal development, are, to paraphrase Foucault, ‘an instrument 
and an effect of power’ (Williams, 1990, p. 114). The unspoken desires of the Masters 
and Johnson style sexological trials, and the ‘discoveries’ of female sexual libido, 
feature prominently as motifs in the early 1970s hardcore revolution (Williams, 1990, 
p. 98–99). 
 
Without takingWilliams’ assertions to be self-evident, or without assuming that all 
pornography is inherently and equally more subversive or politically engaged than any 
other kind of text, it is worth investigating how unspeakable desires may surface 
through particular pornographic narratives. A number of well-known pornographic 
films, for example, parody mainstream titles and draw out suggestible sexual elements: 
Sex Wars (1985), Shaving Ryan’s Privates (2003), The Sexorcist (2003), Edward 
Penishands (2001) and Flesh Gordon (1974), to name but a few. Television productions 
become vulnerable to porn appropriation in the same way: Hangin’ With Mr Marcus 
(1997), Buffy Down Under (1997), The Sopornos (1999), or even The Ozporns (2002). 
In Kristen Bjorn’s Manly Beach (1991) and Jackaroos (1991), images of Australian 
masculinity are central, but as gay representations they extend to previously 
unrepresentable acts of sex between mates. A recent film called Colourblind (2002) 
explores the issue of race through a white racist character who suddenly becomes blind 
after a car accident, and then has an affair with two women he thinks are Caucasian.9 
In these cases, pornographic narratives uncover sex as an active component within 
mainstream cultural texts and ideas, engendering new meanings about social 
relationships by transforming familiar identities into purely sexual, and available, 
bodies. By relating sex to other kinds of social interactions, pornographic narratives 
articulate what is always possible, but never possible to say. 
 
Speaking of Australian Silences . . . 
What kind of ‘unspoken’ cultural desires does Arigato Baby articulate? And how are the 
cultural tensions in the film resolved, allayed or intensified through sex? The most 
obvious tension is enunciated at the beginning of the film, when Adam speaks of his 
father’s xenophobia—Australia’s racist past, its troubled relationship with Asia, 
becomes the source of personal conflict. But this ‘Australian’ conflict is mirrored by 
Yoko’s own cultural burdens, as she writes of her parent’s cynicism when hearing of her 
move to Australia. ‘Are we living in their nightmare?’ she asks. When they fall in love 
much later in the film, after Adam rescues Yoko from a pub brawl, the film transgresses 
a more generically based cultural boundary. By combining romance and tragedy with 
pornographic sex, the film visualises sex as an instance of love. This is where Nicci 
Lane’s Aboriginality also becomes significant. Wendy has an open relationship with 
Adam, which in a generically pornographic sense, allows for a greater degree of sexual 
variation in the film; no one remarks about the arrangement, and it enables us to see 
Wendy having sex with both Adam and Yoko. Yet after Wendy notices Yoko at the 
nightclub, Wendy’s sexual involvement in the film becomes more forlorn. Aware of 
Yoko’s suspicions, Wendy acts on her feelings for Yoko, but unwittingly exacerbates 
Yoko’s turmoil. At the end of the film, Adam and Wendy are seen comforting each 
other at Yoko’s gravesite, after a scene in which Adam discovers Yoko’s pale naked body 
on the floor, covered with blood, a Samurai sword plunged into her belly. From this 
perspective Wendy remains a reliable partner to Adam, a lover and, perhaps, a jealous 
rival to Yoko—she is a friend, an enemy and a sexual partner at the same time. 
 
The generic boundary-crossings in Arigato Baby, which connect ‘illicit’ 
pornographic pleasure with romance and tragedy, link Wendy’s character to a new 
image of filmic Aboriginality. Outlining a cursory history of sexual representations of 
indigenous bodies in Australian film, it is possible to identify a common theme of 
‘unspeakable’, even unrepresentable, pleasures. In Jedda (1955) , Marbuk is driven to 
kill himself after transgressing tribal sexual laws; The Chant of Jimmy Blacksmith’s 
(1977) main character marries a white woman and, after she gives birth to another 
man’s child, he takes an axe to his boss’s family, triggering his killing spree in the white 
community; in Dead Heart (1996) , Tony, a sceptical Aboriginal man, is killed as tribal 
punishment for having sex (with a white woman) on a sacred site; whilst staying the 
night at an abandoned outback farm, Trevor, the hardened cop in Backlash (1986) is 
killed as part of a mysterious tribal ‘payback’ vendetta, after making-out with Lydia, 
his Aboriginal ‘custodian’; in Walkabout (1971) , when rescuing two white children 
lost in the desert, the tribal Aboriginal boy hangs himself after the girl panics when he 
courts her through a ritual dance. To be sure, these are all instances of interracial sex, 
but even sex scenes between two indigenous characters show that representations of 
Aboriginality in Australian film are fraught with danger and consequence. In 
Blackfellas (1993) , as Dougie leaves gaol and meets Polly at the Nyungah camp, his 
sexual encounter steams with passion, but becomes a fleeting promise of freedom 
before the law catches up with him again; the sex scene in Tudawali (1987) is equally 
symbolic of the character’s return home, but his wife’s tuberculoid coughing fits makes 
the moment somewhat unsavoury, and very far from sexy. Clearly sex does not signify 
pleasure or liberty in these films, nor a procreative Aboriginal future. On the contrary, 
sex leads to death. 
 
Pornographic Silences 
These examples do not suggest that Aboriginal sexuality is unrepresentable in 
Australian film, but that sex is unrepresentable as a source of pleasure, titillation, or 
procreation. In a genre unashamedly devoted to arousing sexual pleasure, however, 
Australian-produced pornographic films highlight a similar symbolic problem in 
representing sexualised Aboriginal bodies. The representation of Aboriginality 
in Australian porn films is very different from the representation of blackness in 
American films. There is a sizeable subindustry in the U.S. devoted to producing 
sexualised representations of Black Americans and, by contrast, there is almost no 
history of sexualised Aboriginality in the Australian genre. My research has uncovered 
only three porn films that include Aboriginal characters. It must be remembered that 
the Australian pornographic industry is tiny compared with that of America, but 
Australia does produce many feature films for domestic audiences, as well as bigger 
budget films that are later exported to the U.S. market. Given these differences, the lack 
of sexualised indigenous representation in the Australian industry is remarkable— 
even in films where Aboriginal characters are present, Aboriginal actors are not. 
In Outback Assignment (1991) , for instance, ‘Aboriginal’ sex takes place in the 
opening scene. Featuring the American actor Randy Spears as the main character, 
Outback Assignment follows the adventures of a U.S. fashion photographer, ‘Tucker’, 
‘on assignment’ in Australia. To a predominantly overseas audience, the sex scene 
becomes an introduction to the Australianness of the film. A motivation for coming to 
Australia, Tucker’s journey is foregrounded by a dream where he has sex with an 
outback ‘Aboriginal’ woman. In the dream, Tucker is seen sitting aside a campfire with 
his swag and Akubra scattered about behind him, a close-up even showing his trusty 
horse looking on. He reclines after lighting his cigarette from the fire and pours 
himself a billy tea. The image is a familiar one: the hardworking bushman of a 
grandiose Roberts or McCubbin landscape painting, though slightly altered with a 
digital watch and basketball sneakers. When a rustle from the bush unsettles the 
serenity, we are introduced to the first sexual element of the film, a bare-breasted 
‘Aboriginal’ woman who walks directly towards the camera. Tucker’s paranoia 
noticeably melts away. She continues to walk towards him and the didgeridoo music 
kicks in, which is shortly taken over by the peremptory funk-synthesiser, and they 
begin the sex . She undresses him, gives him a head job , they have sex in several more 
positions, then both moan towards a tremendous climax, eyes closed, rutting 
passionately together against a tree, without a cum-shot. But the phone rings and he 
wakes up in his New York apartment, frustrated. 
 
In the second film to feature ‘Aboriginal’ sex, Grand Prix Australia (1992), 
Aboriginality appears in a totally different, more spectacular guise. Shot on location in 
Adelaide during the 1992 Grand Prix, the film follows a group of sports journalists 
from Australia, France and America, all competing for the best coverage of the Grand 
Prix. When the American journalists, Joey (Joey Silvera) and Ashlyn (Ashlyn Gere), 
arrive in Australia they are persuaded by Sunny (Sunny MacKay), an Australian 
journalist, to stay on a luxurious cruise boat. The sex scene appears late in the film, 
when Sunny and Joey find themselves lost on a bushwalk. After a tiring day of arguing 
they eventually stumble across a group of three Aboriginal people, camped out beside 
a fire. The Aboriginal man explains to Joey and Sunny they are too far from the city to 
venture back, and consoles them by offering a place at the fire. The Aboriginal woman 
gives Sunny a bowl of ‘traditional bush tea’; a close up shows the elder man smiling 
knowingly as they begin sipping. The two strangers thank their hosts, but when the 
Aboriginal trio leave, Sunny and Joey begin to panic. The camera blurs focus, and they 
stumble around making strange wailing noises. They are obviously drugged and start 
to hallucinate. Out of the fog Aboriginal bodies emerge and disappear, painted headto- 
toe in traditional dot motifs. Sunny cries out in despair. But as the fog passes she 
calms down and they notice a slender black woman in the distance, painted with 
traditional striped white patterning, gesturing them over. They are both transfixed and 
Joey walks slowly towards her. The didgeridoo sounds, and they all have sex. 
The use of an Afro–French actress (Charlene in Grand Prix Australia) and an 
Italian–Australian actress (Nioka in Outback Assignment) in these films suggests that 
Aboriginality presents a significant X-rated problem. The reality of visualizing an 
Aboriginal porn star is further annulled through the dream motif, which makes 
Aboriginal sex a figurative constituent rather than a literal possibility. Even when 
‘Aboriginal’ sex does appear Aboriginality becomes unspeakable. In Outback 
Assignment, the tribal ‘Aboriginal’ woman is not a real character, but functions as 
a transcendent impetus for the ‘Australian’ sexual content of the film. She does not 
speak. The ‘Aboriginal’ enchantress in Grand Prix Australia is a character who, in the 
rest of the film, is a French journalist who appears much more reserved than the other 
characters, not wanting to socialise or party; she is aloof and refuses to speak a word of 
English. As all the other characters are mystically drawn towards her,10 she is also 
exoticised by her unwillingness—unlike everyone else—to pursue sex. Both films 
foreground a recognisably ‘traditional’ Aboriginality through non-speaking, non- 
Aboriginal actors.11 Like sex in mainstream Australian film productions, Aboriginal 
bodies do not experience the real possibility of sexual pleasure, let alone gratification. 
 
Community Silences 
The silent, unspeaking Aborigine is a powerful image in the history of Australian 
cinema, according to Alan McKee (1997a). By looking into this history, parallels 
between representations of Aboriginality in Grand Prix Australia and Outback 
Assignment and other mainstream film narratives and images begin to emerge. Tracing 
the history back to early twentieth-century ethnographic and documentary 
filmmaking practice, which utilised the cinematic gaze to preserve a scientific 
knowledge of the indigenous ‘noble savage’ (Peters-Little, 2001),McKee shows how an 
enduring image of the silent Aborigine is linked to an overt concern for visualising 
Aboriginal difference—marked as racial difference through black skin. Compared with 
images of indigenous television personalities such as Ernie Dingo, Stan Grant or 
Deborah Mailman, who also authorise their celebrity personas through interviews and 
guest appearances on other television programmes, Australian film often emphasises 
Aboriginality as a bodily quantity—naked, ‘tribal’ or ‘savage’ (McKee, 1997a, p. 170). 
Such images have a powerful resonance in films like Quigley Down Under (1990), 
Where the Green Ants Dream (1984), The Dreaming (1985), Backlash (1986) and 
Kadaicha (1988) Even in films where indigenous characters speak, tribal characters are 
not given a discernable voice—they either communicate through chanting (Dead 
Heart, 1986) or have white characters speak for them (a convention humorously 
exploited in Crocodile Dundee, 1986). In many cases, then, cinematic Aboriginality 
exudes a powerful mysteriousness through silence or inchoate cries, making 
Aboriginal characters even more visibly different from centred white ones. To be sure, 
these silences are a form of communication, as McKee (1997a) mentions, but the 
‘meanings they convey are exactly those of Aboriginal objectification’ (170): 
It is this combination—intensely visible and yet relentlessly silent—that forcibly 
engages relationships of power... [which] is part of a process of denying subjectivity 
to Aboriginal people; of presenting them as objects; suggesting that they lack human 
consciousness or self-knowledge (p. 169). 
 
To be seen but not heard, the embodied cinematic difference of the Aboriginal body 
suggests a regime of visibility that may otherwise limit the representation of Aboriginal 
subjectivity. ‘The denial of the right to speak’ (McKee, 1997a, p. 169) carries immense 
implications for community self-definitions—between those who are considered 
privileged or marginal, between ‘us’ and ‘them’ (McKee, 1997a). As recent debates 
within feminism and queer theory illustrate, the right to be seen as a fully desiring 
subject often entails a concomitant expression of one’s ability to sexually objectify 
others—to enunciate publicly very private sexual desires (Califia, 2000). The capacity 
to express this desire, and to articulate identity through sex, can be seen as part of a 
wider call for recognition of more diverse forms of ‘intimacy’ (Berlant, 2000) and 
‘sexual citizenship’ rights in the cultural domain (Plummer, 1995). The non-speaking 
characters in Grand Prix Australia and Outback Assignment can be linked to previous 
instances of silence surrounding Aboriginal sexuality—in film, and historically. 
 
Historical silences over Aboriginality have been powerful in the Australian 
community. Aboriginal cultural rights, though not especially concerned with sexuality, 
are nevertheless implicated within a significantly sexually charged history. The 
National Inquiry into the Separation of Aboriginal and Torres Strait Islander Children 
from Their Families (HREOC, 1997), for instance, brings to public attention the 
personal stories of the ‘stolen generation’, and underlines the intimately invasive 
nature of past government actions towards Aboriginal citizens. The inquiry describes 
an evolutionary-minded society which viewed Aborigines as an entirely inferior racial 
identity, fated to extinction; seen to be in need of protection from a dominant settler 
culture, twentieth-century Native Affairs policies were geared towards corrective 
strategies of ‘civilizing’ Aborigines and/or reproductive measures aimed at literally 
‘breeding-out’ Aboriginality (Anderson, 1995, p. 35). For white citizens, Aboriginal 
people were construed as a ‘racial problem’, social and cultural differences reducible to 
corporeal markers of skin colour—blackness, in other words. In her wide-ranging 
history of Aboriginal female domestic labour in Australia, Jackie Huggins points out 
that many young women were appointed duties hierarchically on the basis of 
appearance—rougher duties, such as ‘scullery’, required darker women, whilst ‘half-’ 
or ‘quarter-caste’ women were more likely to be employed as ‘patient and reliable 
nurses’ (1998, p. 17). Women were termed ‘black velvet’ and could be placed at the 
sexual beckoning of white male employers. Sexual relations may have been 
characterised by violence or even romance, though an ‘obsession with racial purity and 
prestige made any sexual relations between Black and white horrifying’ (Huggins, 
1998, p. 17) . The social and libidinal excesses of this kind of racial segregation, 
through the unspoken constraints that overshadowed all Aboriginal–white 
interactions, prevented public discussion from directly addressing issues of sex. 
Ideas of ‘biological absorption’ overshadowed the treatment of children and families; 
‘mixed-blood’ children were deemed more desirable than ‘full bloods’, and so were 
institutionalised in schools and missions, in the expectation they would gradually 
loose their Aboriginal identities through exposure to white families and communities 
(HREOC, 1997). Sex is not simply a matter of pleasure; it is about family, community 
ties, social and personal identities. 
All of these issues, of course, cannot be dealt with in a single film, pornographic or 
otherwise. But because Arigato Baby presents a romantic relationship with an 
Aboriginal woman, the potential for love and affection within an indigenous/nonindigenous 
coupling may seem—at least partially—publicly imaginable. 
 
Power, Sex and Reconciliation 
A number of critics explore the representation of sex, and romantic, relationships in 
the context of Aboriginal reconciliation (Morton, 1996; McKee, 1999; Hartley & 
McKee, 2000). These arguments are framed through an analysis of the ABC television 
series Heartland (1994), which depicts a romantic relationship between a white 
woman, Elizabeth (Cate Blanchett) and an Aboriginal man, Vincent (Ernie Dingo). 
The social and historical implications of this relationship are explored throughout the 
thirteen-part series, through personal interaction with different Aboriginal and non- 
Aboriginal communities. The narrative directly addresses Australia’s racially 
exclusionary past—particularly through the character of Eddie (a reference to the 
famous land rights activist Eddie Koiki Mabo), a real estate agent who is forced to 
confront his new identity after being told of his removal from an Aboriginal 
community at birth. But as Elizabeth and Vincent’s embrace marks the end of the 
series, their relationship promises a more optimistic Aboriginal/non-Aboriginal 
partnership, symbolising a personal success in reconciliation. After tenderly kissing 
Elizabeth, Vincent asks ‘How do you feel about kids?’ He goes on to explain, ‘It’s all 
part of the plan . . . to breed you mob out.’ The past injustices of assimilation are 
addressed—perhaps only partially—but they are spoken of, nevertheless. The 
accompanying act of the kiss also, as a sexual act, is read as a representational ground 
for symbolising political differences, and a persuasive means through which the 
transfer of power between Aboriginal and non-Aboriginal differences is potently 
signified (Morton, 1996). Similarly, Hartley and McKee (2000) read the kiss as an 
instance of ‘marriageability’. Marriageability, they argue, is a useful way of making 
images of indigenous people, and indigenous peoples’ ideas, more publicly desirable. 
Instances of ‘publicly acknowledged attractiveness’ may be used to create the need for 
the inclusion of Aboriginal-related material within a predominantly non-Aboriginal 
body politic. In this sense, to represent Aboriginality as sexy may imply a renewed 
sense of familiarity, respect, trust or companionship, as: 
It places indigenous people in the category of ‘neighbour’, and it incorporates their 
image into a communicative regime by means of which meanings are circulated 
among people who don’t know each other, and whose relations with their 
community are textualized. Sexy text is a sure sign of the modern ‘We’ (Hartley & 
McKee, 2000, p. 250). 
 
Aboriginal sexiness, according to the authors, offers the possibility for re-establishing 
community boundaries. In an earlier discussion of modern journalistic discourses, 
Hartley (1992) discusses the significance of pornographic magazines to public 
embodiments of ‘we-dom’ and ‘they-dom’. Hartley refers to a Playboy tourism 
advertisement for the Northern Territory featuring two Aboriginal women frolicking 
naked in a lake, one sexualised significantly more than the other. As the topless woman 
is seen leaping out of the water pushing her breasts towards the camera, the blurb 
describes her as ‘mixed-race’—even rejected by her tribal parents at birth. The other 
woman appears more reserved, submerged under the water, and does not provoke the 
editor’s interest as much, having no biography written of her. She is also more visibly 
black. Hartley relates this image to a broader politics of representation through 
journalistic reporting, suggesting that the lack of individuality attributed to 
indigenous citizens reinforces public perceptions of ‘a “they” identity [only] 
newsworthy for their economic, security or welfare impact on “our” community’ 
(Hartley, 1992, p. 209). Elsewhere, McKee (1997b) notes how romance narratives in 
Australian drama serials express an ambivalence about including indigenous actors, 
effectively excluding them from the central romantic concerns of the community. Kylie 
Belling’s Sharon in the Flying Doctors, to mention a prominent example, occupies a 
‘liminal’ space on the edge of the serial community, signified through her odd romance 
with Dave, the Flying Doctors’ pilot. During their thirteen-episode relationship, as 
McKee describes it, Sharon’s decision to leave the community for a life in the city 
creates an underlying tension that prevents their romance from developing. They 
argue and fight, which is not generically unusual for soap characters, but their 
relationship is never acknowledged by the community, not even ‘signalled by anything 
as blatant as a kiss’ (McKee, 1997b, p. 50). 
 
In these instances, the absence of visualising sexual relations suggests an exclusion of 
Aboriginal bodies, and personalities, from the intimacy of the ‘we-dom’ community. 
Arigato Baby is an exception to a history of popular representations of Aboriginality, in 
that Nicci Lane’s sexuality is taken to be central to the virtual community. In another 
of her films, Chinatown Lady (1990)—a safe-sex film made for Sydney’s Chinese 
community—Lane again performs in an explicitly sexual role, but this time to 
promote the virtues of safe sex to a Chinese-speaking audience. Extra-textual 
knowledge of her Aboriginality in these films must be understood in relation to a 
history of silences surrounding the Aboriginal body, and an attendant field of postcolonial 
representations where sexual representations tentatively exclude Aboriginality 
from very intimate community concerns and desires. Pornography has the ability to 
sell and affirm cultural desires and the promise of that most private of bodily 
fulfilments—sexual union. By exploring the relationship between an indigenous 
woman, an Anglo–Australian man and a Japanese woman, Arigato Baby presents 
Aboriginality as an integral part of an intimate Australian community. Without 
suggesting this particular representation is a wholly positive one for transforming 
Australian public images of Aboriginality, as an original form of sexual 
representation—as most sexually explicit images have the habit of illustrating—it is 
worthy of attention. 
 
Arigato Baby was distributed Australia-wide in its X- and R-rated versions, and was 
also sold and distributed in Korea. It received the Eros Gold Seal of Approval in 1997. 
Nicci Lane appeared in Greg Lynch’s earlier film Centrespread (1980); won the 
Adelaide Miss Nude Contest in 1988 (before it was renamed to Miss Nude Australia); 
and, in the same year, became newsworthy for streaking at the Australian Football 
League Grand Final. 
 
Conclusion 
In an historical context where sexual relations between black and white encapsulate the 
intimate dramas of conquest and domination, where sex itself becomes the prime 
metaphor for the colonial process (Robert, 2001), the public acknowledgement (or 
disavowal) of Aboriginal sexiness must be seen as pivotal to understanding these 
relationships. Pornography, in this sense, is another area of cultural representation 
through which Aboriginal bodies may be seen as desirable within a broader public 
sphere. Characterisations of Australia as a white, racist nation might begin to look 
shaky when Aboriginal bodies appear sexually alluring in pornographic narratives, 
confounding the unspeakable histories that pervade the continual silence over 
Aboriginal–white relations in Australia. 
 
Notes 
[1] Thankyous must go out to Alan McKee, whose feedback has always been considered and very 
much on target; Craig Brittain for sharing some of his impressive knowledge of the Australian 
porn industry with me; and to Laknath Jayasinghe for his careful eyes at the last minute. 
 
[2] Pauline Hanson launched her ‘One Nation’ party in April 1997, after her parliamentary maiden 
speech voiced an explicit fear of ‘Asian values’ overtaking Australia. Her claims of Aboriginal 
welfare privilege became another racial platform through which the party (very unsuccessfully) 
campaigned the 1998 federal election. 
 
[3] A relevant debate concerning white (radical feminist) authorship over Aboriginal women’s 
experiences of sexual trauma occurred when Women’s Studies International Forum published 
Diane Bell’s and Topsy Napurrula Nelson’s ‘co-authored’ article ‘Speaking about Rape is 
Everyone’s Business’ (1989). For responses to the article—which illustrate the author’s 
assumptions of the right to speak ‘for’ indigenous people in the academic context—see 
Huggins et al. (1991) and Larbalestier (1990). 
 
[4] In the U.S., to take a highly influential example, slavery—rather than colonialism—greatly 
shaped the ways in which black sexuality was seen within popular culture. Donald Bogle’s 
(1973) innovative study describes the contradictory, but nevertheless important, role black 
actors occupied within a racially biased Hollywood film industry. Black characters ranged from 
the reliable ‘Tom’ slave through to ‘The Brutal Black Buck’, a character first introduced to 
audiences in D. W. Griffith’s Birth of a Nation (1901), who became the most threatening and 
sexualised popular portrayal of blackness in Hollywood film history. Bucks were, as Bogle 
writes ‘big baaddddd niggers, oversexed and savage, violent and frenzied as they lust for white flesh’ 
 (p. 14). As with other stereotypes, ‘The Black Buck’ remained an identifiable Hollywood figure as late as 
 1969, in such films as Uptight (1968) and Putney Swope (1969). In fact, it is a stereotype that Melvin Van 
 Peebles’ Sweet Sweetback’s Baadasssss Song (1971) impressively draws upon, recycled in less explicitly sexual 
terms through later blaxploitation male characters such as Shaft (1971) and Superfly (1972). Black women 
characters  were defined much differently, yet nevertheless sexually—the two main varieties included ‘The Mammy’ 
and ‘Aunt Jemima’. In comparison to the buxom Mammy, it was the Black Buck which presented the anxiety 
embodied by  the ‘Code Noir’, a taboo which prohibited sexual relations between black men and white women—
punishment was castration, followed by lynching. For a comparative history of U.K., European and American histories 
of black popular representation see Nederveen-Pieterse (1992). 
 
[5] In a discussion of First Nations Peoples on North American television (namely Northern 
Exposure), George (1995), makes the ‘dominant ideology’ connection between commercialism 
and colonialism more explicit. 
 
[6] Critics like Plummer (1995) and Squire (1997) argue that, during the 1980s, talk shows such as 
The Oprah Winfrey Show and Donahue transformed women’s issues, and feminism, enhancing 
women’s rights to speak out about sexual abuse. 
 
[7] Clarissa Smith, for instance, speaks of the way pornography is often defined by condemnatory, 
disinterested middle-class critics: ‘Only academic, radical feminist or moralist viewers seem 
able to experience responses other than the “purely” sexual: they can talk of their boredom! 
“Ordinary” porn users are never disappointed, embarrassed, put off, worried or appalled’ 
(2002, p. 35). 
 
[8] Hunt is referring specifically to the French Revolution. He goes on to say that definitions of 
pornography at that time, throughout Europe, gained a ‘middle-class’ political posture: ‘[a] 
French compiler of a dictionary of forbidden works defined pornography as the category of 
books that were repressed for moral as opposed to religious or political reasons’ (1993, p. 303). 
 
[9] On the cover summary of Colourblind reads: ‘Trent Grossman is smart, handsome and racist. 
But when he loses his eyesight and his white-bread wife leaves him, he falls for two hot, horny 
women who just happen to be Latin and Asian! An experimental surgery could save his eyesight 
but can these girls change his mind about his stereotypes?’. 
 
[10] Ashlyn, for instance, wanders into Charlene’s room at night and waves a glass orb (what really 
looks like a paper-weight) over her sleeping body and whispers: ‘Dance. Open your arms to me, 
oh Queen of the Riverboat. I am ready. I am ready’. 
 
[11] In Outback Assignment such ‘traditional’ references are not so explicitly stated yet are 
nonetheless central to the presentation of the Aboriginal sex scene. Nioka’s appearance is also 
conceivably ‘tribal’: she is seen wearing a skimpy cloth wrap, torn slightly and tied above the 
hips; a bone necklace hangs symmetrically between her breasts; and her hair is tied over with a 
black headband, allowing her huge dangly earrings to swing freely over her shoulders. In one 
hand she carries a traditional bark preserve. Her torn cloth skirt and bone necklace indicate a 
tribal look that is quite general, but not particularly Aboriginal. No body paint, tattoos, 
piercings or other bodily markings place her as any specific indigenous identity. She does not 
appear particularly African, Maori, Hawaiian, Melanesian or, for that matter, Australian– 
Aboriginal. Her large earrings and headband add to the new-age look, making the other 
indigenous references appear less grounded in any given social context. Unlike the dot-painted 
body of Charlene, and the accompanying Aboriginal dancers in Grand Prix Australia, Outback 
Assignment presents a very general, but nevertheless tribal, image of Aboriginality. 
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